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Bewohner des Eylands betrachten eine Zeit lang ihre betrübten Umstände, fallen 
endlich auf die Knie und flehen zu den Göttern um Hilfe. Hierauf erscheint der Lie-
besgott in durchsichtigen Wolken, verwandelt die Wüsteney in eine angenehme Ge-
gend, und bedeutet denen Einwohnern, daß er sie in seinen Schutz genommen, und 
hinfüro seinen Wohnsitz unter ihnen aufschlagen wolle; hierauf erfolgt ein festlicher 
Tanz, welcher dem ganzen Spiel machet ein Ende" . 
Dies gibt gewiß zu denken. Noch bedeutsamer aber ist die Tatsache, daß ein zeitge-
nössischer Bericht 2 über die Aufführung das Ende der Oper ganz ähnlich schildert. 
Dort heißt es jedoch, daß nicht nur Amor, sondern auch Venus den Einwohnern zu 
Hilfe kam, was darauf hinweist, daß sich der Berichterstatter nicht etwa an das Libret-
to hielt, sondern bei der Aufführung gesammelte Eindrücke wiedergab. Sind wir nicht 
berechtigt, diesem Doppelzeugnis Glauben zu schenken und anzunehmen, daß Gluck für 
das Schlußballett im • Telemaco" eine ältere Tanzszene verwendete, die in die Partitur 
aufzunehmen ihm unnötig erschien? Wir können vielleicht auch noch weitergehen in 
unserer Vermutung und darauf hinweisen, daß angesichts der Ähnlichkeit des Ausgangs 
von „ Orfeo" und „ Telemaco" und der Tatsache, daß Angiolini in beiden Werken die 
Tanzszenen leitete, der Schluß von „ Telemaco" auch musikalisch auf die frühere 
Reformoper des Meisters zurückgegriffen haben mag. 
Anmerkungen 
1 Das herangezogene Quellenmaterial ist im Kritischen Bericht zu dem vom Verf. 
vorgelegten Erstdruck der Partitur in der Gluck-Gesamtausgabe angeführt. Das 
Libretto von Scarlattis „ Telemaco" befindet sich in der Library of Congress, 
Washington D. C. 
2 „ Supplement ä la Gazette de Vienne" , Nr.11, vom 6. Februar 1765, National-
bibliothek, Wien. 
Reinhard Gerlach 
MENDELSSOHN BARTHOLDYS KOMPOSITIONSWEISE, DARGESTELLT MIT HILFE 
VON VERGLEICHEN ZWISCHEN SKIZZEN UND LETZTFASSUNG DES VIOLIN-
KONZERTS OP. 64 
Das Referat erschien in erweiterter Form im Archiv für Musikwissenschaft 28, 1971. 
Edith Gerson-Kiwi 
BEETHOVEN'S SACRED DRAMA - A REVALUATION 
This is the strange case of Beethoven's only oratorio "The Mount of Olives". The 
original German libretto, named "Christus am Oelberge" (op. 85) dates back to 
1800/01 and was hastily compiled by a certain F. Xaver Huber with the assistari.ce of 
the composer. The work was composed by Beethoven in a few weeks, but published 
only ten years later, in 1811, by Breitkopf & Härtel. 
By a lucky chance, I happened to come across a completely forgotten English version. 
Following a short notice in A. W. Thayer's biography 1, I was led to an English text 
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which is not a translation from the German one, but a totally different libretto, a kind 
of "contrafactum" called "ENGEDI or DAVID IN THE WILDERNESS, A SACRED 
DRAMA" . - Here, only the main idea of that particular chapter of the Passion story 
bad been maintained and transplanted to a parallel one as described in the story of 
Saul's persecution of David. 
It also meant the transfer of the plot from the New Testament to the Old, which for the 
Anglican listeners bad always been very near to the heart, - following in the steps of 
Handelian tradition . But it was mainly the uninspired and rather questionable text of 
the German original which caused a British surgeon and poet, Henry Hudson, M. D., 
from Dublin, to exchange the text completely, and not to go on modifying the old word-
ing - which bad already been done three times in Beethoven's lifetime. 
The tragic moments of Christ on the Mount of Olives were bis anguish of soul, the 
conflict of faith at the sudden awareness of inevitable death, the persecution and 
capture, but then the prayer and final submission to fate, and the following glorifica-
tion of self-sacrifice, culminating in bis refusal to allow the killing of the enemy who 
bad fallen into bis hands. - Quite ingeniously, Henry Hudson detected a striking 
parallel plot in the persecution of the young David, by the neurotic King Saul who - be-
tween love and hatred - wanted bis death and followed him into the wilderness of 
Engedi where David tried to hide in a cave. In the course of bis persecution, King 
Saul ventured to enter the same cave where he fell asleep. Here again, David refuses 
to have him killed (I. Sam. 23, 10; 14. -24, 1-8). 
The "Engedi"-version was written by Hudson in 1842. Miraculously, the author 
succeeded in adapting the new text so smoothly to the music that not a single note bad 
tobe altered. The greater part of bis dialogue is biblical language. 
From the compilation of this new libretto until the printed edition of the "Engedi" -
score more than thirty years passed. Finally, in 1874, the oratorio was edited by 
J. A. Novello, London, in the famous series of bis "Original Octavo Editions" under 
the following title: 
"ENGEDI:/ OR, / DAVID IN THE WILDERNESS. / 
A SACRED DRAMA, / IN VOCAL SCORE. / 
THE MUSIC BY / LOUIS VAN BEETHOVEN./ 
The words, principally selected from the Holy Scriptures, by /HENRY HUDSON, 
M. D. 
The Organ or Pianoforte Accompaniment by /VINCENT NOVELLO. " 
Though Novello did not mention, in bis heading, the original name and nature of the 
oratorio, he ·provided the complete German text under the new one, and he left it to 
the poet, to defend bis substitution of the original plot. In the Preface, Dr. Hudson 
says, among other arguments: 
"The author of the words of the sacred Drama now submitted to the British public 
under the title of 'Engedi', bad long regretted that the music of Beethoven's noble 
oratorio, 'Christus am Oelberge', appeared tobe for ever excluded (as a whole) from 
public performance, by the objectionable nature of the German libretto; and, 
having seen that every attempt hitherto made to 'modify' the original subje~t bad 
failed to produce the desired effect, he has been induced by the consideration of the 
analogies of the sacred history, to make the following attempt to adapt the musical 
ideas of the immortal Beethoven, to the facts of Saul's persecution of David. -
The present version is founded on the following extracts from the first Book of 
Samuel - Chapter XXIII, XXIV, ... XXVI, ... So far as possible, the author has 
availed himself of Scripture language; and David's words have been taken (almost 




The discovery of the "Engedi"-text means not just one more version beyond the three 
literal translations already existing in English 2. lt is above all a document challenging 
our measure of comprehension of the ways of musical thought, during the period of 
transition, between Enlightenment and early English romanticism. lt represents, in a 
way, an insular attitude toward the conventional theological norms as developed in 
Puritan tradition. What was the thing which Hudson thought so "objectionable" to 
British audiences? That the original German text was very bad indeed, and a literary 
bungle, Beethoven himself readily admitted in his correspondence with Härtel 3, 
especially in his letter from 23.8.1811 which could serve as a main source for the 
process of his composing: In the early stage of this oratorio (about 1800), he did not 
feel disturbed by the plainness of language and its operatic tone, as words didn't make 
music to him 4, but a single little word was capable of kindling his fancy and of releasing 
the enormous forces of his melodic intuition. In a rather un-reflective way, the young 
Beethoven was "contemporary" enough to entrust the tragic role of Christ to a wordly 
coloratura tenor of Italian persuasion. For him it was enough to perceive the core of 
the subject and to compose out of its "wholeness", regardless of timebound conventions. 
Thus, his music is far above and beyond the actual wording, and, in a sense, not 
inseparable from the text 5. Corrections of si ngle words would not do, but, as he 
himself proposed to his editor, the oratorio may be arranged as a piano-score , or 
even as a quartet, - without words at all 6 . 
The bounds between words and music were further loosened through the purely instrumen-
tal, and even symphonic planning of the cyclic sections which form part of this classi-
cistic Passion-oratorio: sonata- and rondo-movements, French and Italian overtures, 
even the new concert-overture (-as in the •Mount of Olives"-) overrule the former 
chorale and ritornello. Given a non-liturgical text, and a big orchestral canvas, the 
oratorio as a living form has started to merge with tbe Symphonie Poem: the instruments 
themselves bave taken over to tell tbe story. 
Beetboven's early Passion music cannot yet be classed witb tbis new type, but its 
greatly generalized lyrics, and its expressive singing style - partly still baroque 
'affect'-language, partly the .modern emotion-motifs - show it on the way to new 
conceptions. 
Returning to the English scene, we may now try to analyse tbe "objectionable nature" 
of the original libretto, as seen by English lovers of choral music. The main fault was 
the inclusion of Christ as one of the acting personae. Still attuned to the great Italian-
English tradition of the Handelian oratorio-type, it was unthinkable that the deity 
should produce himself on the stage like an ordinary primo uomo. Hereby, the English 
oratorio, or "sacred drama" , loyally followed the Italian type of the Biblical 
"azione sacra", founded by Zeno and Metastasio: even in the latter's famous "Passione" 
(1729), Christ does not appear in person. In England, it would have meant an anthropo-
morphism not in accordance with older theocratical ideas. 
Already the first translator of Beetboven's passion music, Samuel J. Arnold shifted 
all direct conversations to the third person, i. e. be exchanged the three dramatic 
roles for tbree testi of epic character, in order to salvage the work for the first 
performance, in 1814 7. - lt was only about thirty years later (1842) tbat the music 
of tbe "Mount of Olives" came tobe reborn through tbe adaptation of the "Engedi" -
libretto, as indicated above. We shall not fail to seen in it, moreover, an interesting 
product of the mid-century theological trend towards "restoration" : There is the return 
to the world of the Old Testament including the abolition of the free lyrics for the sake 
of pure Biblical language, -almost in the spirit of an early Baroque oratorio 8. The 
confessional frontiers between catholic and protestant choral music had long since 
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fallen as had the liturgical order to which it once belonged. Here then was a message 
of world-wide acceptance as a work of art. Actual performances of the new "Engedi" -
version started two years after Novello's publication of that score, at the Bristol 
Festival, in 1876 . Occasionally, the original "Mount of Olives"-version could be heard 
again, as during the Leeds Festival in 1905 - as briefly described by Bernard Shaw in 
one of his regal satirical moods 9. He seems to be the only one among modern writers 
of music to know about the strange case of "Engedi". 
When Henry Hudson - 15 years after the death of Beethoven - adapted his passion music 
to an ancient Oriental-Hebrew myth, the story of "David in the Wilderness" (of Engedi), 
he was probably unaware just how far he was acting in conformity with an inner disposi-
tion of the master to penetrate the mystical spirituality of the ancient Orient, brought 
to his notice through the new and inspired translations from Hindu, Persian, Hebrew 
and Arab poetry and philosophy, by the early romantic orientalists and theologicians 
like Herder and von Hammer-Purgstall, among others lO . From this dates the exten-
sion of Beethoven's religious thought to Deism, Monotheism and Pantheism - which 
made him the most conscientious critic of his own "Christus am Oelberge" . 
Footnotes 
1 A. W. Thayer , "Ludwig van Beethovens Leben", deutsch bearb. Deiters, neu bearb. 
t· und erg. Riemann. Bd. 3, 3. -5. Aufl. Leipzig 1923, 638. 
2 The "Engedi"version is not included in the Complete Edition of Beethoven's Works, 
published by Breitkopf & Härtel, nor does it figure in the "Supplemente zur Ge-
samtausgabe", edit. by W. Hess, 1959 ff. 
3 " . .. Hier und da muß der text bleiben, wie er ursprünglich ist, ich weiss, der 
r text ist äusserst schlecht . .. " . 
4 Letter from 28. 1.1812, to Breitkopf & Härtel: " ... Bey dem Chor im Oratorium 
'Wir haben ihn gesehen' sind sie troz meiner Nota für den alten Text doch wieder 
bei der unglücklichen Veränderung geblieben. Ey du lieber Himmel, glaubt man 
denn in Sachsen, dass das Wort die Musik mache? ... " . 
5 See P . H. Lang, "Music in Western Civilization", N. Y . 1941, 704. 
6 Letter to Härtel from 23.9 . 1803 (Thayer 2, 621). 
7 When the oratorio was first performed in Vienna (3.4.1803), it met with an 
enormous success. In the Rheinish cities, the oratorio belonged to the standard 
annual repertoire . No less than 16 press reviews and announcements have been 
assembled for the period 1812-1 828 recalling this great story of success which 
probably had no equal as regards Beethoven's works within his lifetime (see: 
E. Brümmer, "Beethoven im Spiegel der zeitgenössischen rheinischen Presse", 
Würzburg 1932). - British listeners learned to love the "Mount of Olives" at the 
first performance, February 25, 1814. 
8 Apparently, some details in the composition of the earlier Baroque passion were 
still alive in Beethoven's mind . Cf. K. von Fischer, "Die mehrstimmige und 
katholische Passion", MGG 10, 1962, 906. 
9 C. f. B. Shaw, " Our Theatres in the Nineties", II, 25. 
10 Thayer 3, 194. - A. Sandberger, "Beethovens Stellung zu den führenden Geistern 
seiner Zeit in Philosophie und Dichtung", Aufsätze zur Musikgeschichte 2, Mün-
chen 1924, 275-280. 
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